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Here a desired life in music is grounded in great teaching, demand-
ing performance, solid scholarship and devoted love of the art . 
We are a community wholly in love with the study of, creation of, 
performance of, MUSIC! 
-Phyllis Curtin 
Dean Emerita 
Boston University College _of Fine Arts 
In a new collaboration, artwork by the students in the School of Visual Arts will be fea-
tured on the covers of the School of Music Programs. The piece for this month's 
program is by Christina Goodwin, '05. 
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Rendino in E flat Major, WoO 25 
YIANNIS HADJILOIZU, conductor 
CONCERT CHOIR 
Puis qu'en oubli 
Echo la primavera 
Trois beaux oiseaux du Paradis from Trois Chansons 
SHERRI SNOW, soprano 
VANESSA SAWTELL-JONES, alto 
CHRISTOPHER LUCIER, tenor 
MICHAEL NISHIMURA, baritone 
Matona mia cara 
just as the tide was flowing 
Quick! we have but a second 
MICHAEL MCGAGHIE, conductor 
Program continues on to the next page 
-WOMEN'S CHORALE 
SCHUTZ Kleine Geistlische Konzerte, Exceprts 
1-1 Eile, mich, Gott, zu erretten 
SARAH ST. DENIS, soprano 
I-VIII Erhore mich, wenn ich rufe 
II-IX Wohl dem, der nicht wandelt 
FAURE Messe Basse 
CHELSEA BELL, soprano 
HEATHER HOOPES, soprano 
AMANDA BULAT, alto 
BRAHMS Weg der Liebe, Op. 20 
JAMES WILSON, conductor 
CHAMBER CHORUS 
MOZART Missa brevis in G Major, K. 49 
Soloists listed in order of appearance 
SARAH KLAUS, soprano 
ERIN MICH, mezzo soprano 
BLAKE HUNTER, tenor 
JORDAN ROCK, bass 
LAURA QUINN, mezzo soprano 
COURTNEY KALBACKER, soprano 
JULIA VILLAGRA, mezzo soprano 
JOHN DREHER, bass 
CATHERINE MARCHANT, soprano 
JOHANNA BRONK, mezzo soprano 
GEORGE CASE IV, tenor 
AVERY GRIFFIN, bass 
ANN HOWARD JONES, conductor 
PROGRAM NOTES 
CHAMBER ORCHESTRA 
Ludwig Van Beethoven ( 1770-1827) 
Rondino in E flat Major WoO 25 
Beethoven is most famous for developing the forms of string quartet, sonata, and symphony 
that had all been taking shape during the latter part of the 18th century. Beethoven would 
reshape these forms and expand their musical boundaries in his own work. He wrote nearly 
600 works, including 16 string quartets, 32 piano sonatas, and 9 symphonies. 
The Rondino in E flat Major is a delightfully thrifty piece whose concision disguises its inven-
tion. The seven-minute work could be more properly entitled 'Rondo', though the publisher 
it upon himself to change the title of the piece to 'Rondino' upon publishment. 
The piece begins with a theme presented by the solo horn that is then separated by a couple 
of minor key episodes. The work closes with horns alternating with and without mutes, giving 
an effect of fading off into the distance. It is worth noting that given the nature of the closing 
bars the Rondino was at one time destined to be a finale for the Octet in E flat. 
The work originates from the Bonn period (ca. 1785-1790) and was presumably written for 
the Musique de table of elector Max Fr anz. It was published in 1829 by Diabell i & Co., Vienna 
under the title: Rondino fiir ochtstimmige Harmonie, componirt von L van Beethoven. 
Nachgelassenes Werk, nach dem Original - Manuscript Partitur etc. (Verlags - No. 3044). 
-Yiannis Hadjiloizou 
CONCERT CHOIR 
, A major proponent of the Ars nova style, Guillaume de Machaut ( c. I 300-13 77) was consid-
ered by his peers to be the greatest poet and composer of 14th century France. His short 
fOndeau Puis qu'en oubli dates from the early I 360's. Machaut reportedly sent this chanson as 
a gift to his young admirer Peronne, the celebrated subject of his 9,094-line masterpiece Le 
Livre du Vair Dit. As would be expected for such a chanson, the upper melodic voice dominates 
the texture, with the lower tenor and contratenor providing harmonic suppor t. In the original 
manuscripts only the top voice carried the poetic text; we have texted all three voices for this 
performance. The unusually low tes.situra suits well the timbre of a men's chorus. 
Although blinded by a childhood case of smallpox, Francesco Landini (c. 1325-1397) grew to 
become a masterful singer and organist. He was famed among the humanistic elite of 
Florence as a composer of ballate, completing 140 such songs over his long career. 
A ,.. ntemporary of Machaut, Landini's songs combine the melodic elegance of the Italian tre-
tradition with French traditions of poetic form and meter. Echo la primavera, a simple 
two-voice ballata, occupies an early place in Landini's output. For this performance the lower 
· Voice has been texted and the whole piece is transposed up a perfect fourth. 
Maurice Ravel ( 1875-1937) completed his Trois Chansons immediately before leaving his home 
to serve in World War I. Trois beaux oiseaux du Paradis is the second of the three songs, fea-
turing an extended soprano solo. Ravel intended for the piece to resemble an "old French 
chanson," using a treble-dominated texture and accompanying voices for harmonic support. 
The conceptual idiom thus resembles that of Machaut and Landini with a modern ha . 
. rrnon1c 
language. Like his predecessors, Ravel composed the poetry himself. The text depicts a 
girl waiting for news of her lover at war. The French tradition heard in the music is also Young 
heard in the text, as the colors of the three birds (blue, blanc, et rouge) mirror those of the 
French flag. 
Turning from the model of courtly love songs, the latter three pieces of the program make 
use of popular folk traditions. Matona mia cara of Orland us Lassus ( 1532-1594) depicts a 
hapless German peasant attempting in vain to woo an Italian noblewoman. Lassus sets the 
peasant's "Italian" text in an intentionally coarse manner, using unconjugated verbs, confused 
grammar, and one climactic obscenity. Lassus likewise employs an intentionally boorish com-
positional style. The lower vocal lines are awkwardly disjunct; the block-chord harmony is 
simplistic, if not crude. Most of the sonorities are in root position, and cross-relations abound 
between the voices. The madrigal stands as an infamous example of musical ridicule, beginning 
as a simple serenade but becoming progressively vulgar. 
Ralph Vaughan Williams ( 1872-1958) spent many years traveling across the United Kingd<., 
collecting folk melodies, many of which he arranged for chorus. Just as the tide was flowing 
remains one ofVaughan Williams' most vivid settings, employing great changes in texture 
throughout the piece. The voices are initially treated in pairs before combining to a full four-
voice texture, as if to represent the flirtatious dialogue described in the song. An extensive 
melismatic passage depicts the flowing river waters. Vaughan Williams' teacher Charles Viller 
Stanford ( 1852-1924) sets the Irish tune Quick! we have but a second as a brisk dance. The 
setting recalls the madrigal technique of Lassus, using a near-homophonic texture to declaim 
the text. The sentiment is both joyous and cautionary, advising young lovers to make the 
most of their time together. 
WOMEN'S CHORALE 
Heinrich Schutz (1585-1672) 
Kleine Geistlische Konzerte, Part I 
-Michael McGaghie 
, 
Schutz was twenty-four years old when he finally dedicated himself to the study of music and 
composition . Nevertheless, he went on to compose over a period spanning half a century. In 
1609 he traveled to Venice to study with Giovanni Gabrieli, the 'first' organist at St. Mark's. 
Giovanni and his uncle, Andrea, helped to lead the transition of music in Venice from the for-
eign Netherlandish school to native Italian talents. During his time abroad, Schutz came under 
the influence of the polychoral 'call and response' style made popular by the Gabriel i family. 
It was also during this time that the younger Gabrieli had begun to 'madrigalize' texts by 
introducing word-painting effects. These devices appear in Schlitz's choral music throughout 
the course of his development. 
Schutz was appointed senior director of the Chapel Royal of the Elector of Saxony in 
February 1617, where he remained until a second trip to Venice in 1628. The now forty-three 
year old composer acquainted himself with the new, highly intense operatic form brought 
about by Claudio Monteverdi (1567-1643) . It is probable that Schutz studied with 
Monteverdi during his one year stay. 
Meanwhile in Germany, the political climate was heating up as the Thirty Years War was get-
ting underway. The effects of the conflict first arose in Schlitz's Op. 8, the Kleine geistliche 
Konzerte (literally, 'Small Sacred Concerti' or 'Anthems for Small Resources'), where the music 
is limited to a very small number of performers - one to five solo voices accompanied only by 
basso continue. 
The scoring alludes to the limited number of performers available due to war and hardship. 
The first book includes twenty-four compositions, three of which have been selected for this 
performance. The texts are in the German vernacular, taken from Luther's translation of the 
Bible, representing a shift from his earlier predilection for Latin texts.The opening piece, Eile 
mich, Gott zu erretten ('Hasten, 0 Lord to deliver me') (SWV 282) is a dramatic recitative in 
the oratorio style. The text consists of the entire ?0th Psalm. The structure of this 'new 
Protestant verse monody', as it is coined by Carl Pfatteicher, is made-up of two equal halves 
sharply separated by a small dividing symphonia. The intensely text-driven middle period con-
ch es with an Abgesang section that beautifully descends into the lower range as if to depict 
ing on the ground in sadness. 
The text of No. 8, Erhiire mich, wenn ich rufe ('Hear Me When I Call, 0 God') , is taken from 
Psalms 4: I and 5:3. This too is really a work in two parts. The votive plea for mercy is devel-
oped and intensified through the wide variety of harmonic color Shlitz uses at the cadences. 
No. 9, Wohl dem, der nicht wandelt ('Blessed Is the Man That Walketh Not in the Counsel of 
the Ungodly') is a stunning display of Schlitz's colorful side. Traits of his madrigal training 
appear in the melismatic painting of 'scornful' (Spotter) , of the 'tree' (Baum), the 'waters' 
(Wasser) and the 'leaves' (B/Otter). The closing alleluias create a rare glimpse at a lighthearted 
moment in Schlitz's otherwise severe and ponderous musical aesthetic. 
Gabriel Faure ( 1845-1924) 
Messe Basse 
' Faun~'s Messe Basse joins the ranks of his other beautiful sacred vocal works, most notably 
the Cantique de jean Racine and the more famous Requiem. The Messe Basse was written in 
~ 881 during a holiday at Villerville on the Normandy coast. The original version was a collab-
orative effort between Faure and Messager, but Faure would later revise the work in 1906 to 
include only four of the Mass movements consisting of his material alone. Many of Faure's 
trademark compositional traits are evident here-modal cadences, fluid phrasing and mediant 
harmonies. In hearing the Messe Ba!ise, one will notice the flexibility of the modulations to 
remote keys and the sudden short cuts back to the tonic. Faure's ability to write beautiful 
melodies with such harmonic freedom lends itself greatly to the development of his immedi-
ately identifiable style and personal musical language. 
Johannes Brahms ( 1833-1896) 
We der Liebe, Op. 20 
'"'· e age of twenty-six, Brahms spent the summer holiday of 1858 in Gottingen where he 
became infatuated with the soprano Agathe von Siebold. It was for her that he composed his 
Op. 20 Weg der Liebe duets. The two became informally engaged, but in the end Brahms failed 
to commit. Heartbroken, Agathe asked to never see the composer again . 
The Opus 20 duets breathe as if they were inspired by youthful infatuat ion. The m 1 Weg der Liebe I leaps and strides_ in the way love is depicted courageously finding it: :~y of 
barriers. The nearly constant thirds and sixths have the effect of compressing the Y past 
into a single, resonance-enhanced entity. The form is A B C B' A with a heroic rettwo voices 
urn to th 
original material. e 
Weg der Liebe ti seems to be a continuation of the first, now slower and more expa . . 
ns1ve 1n 
terms of dramatic swell. The form is strophic and the phrases quite even, but the impres-
sion of squareness is minimal because the elegant accompaniment provides continuity and 
sense of dramatic progression. Some of the early Brahmsian harmonic usages are evident a 
here-an early turn to the subdominant (m. 5) and many borrowings from the minor mod 
. ~ 
Die Meere offers a contrast to the previous numbers. There is an underlay of heartache in 
the lonely sway of dotted rhythms that eloquently depicts the rocking of waves. The form 
again is strophic, and the shift to major in the last strophe immediately reminds us of a bit-
tersweet Schubert Lied. 
WolfgangAmade Mozart (1756-1791) 
Missa brevis in G Major, K. 49 
-James Wilson 
Born in 1756, just three years before Handel's death and only six years after Bach's, Mozart's 
short life is marked at every point by art that shows an unsurpassed brilliance. While Bach, 
on one hand, clearly achieved compositional maturity in his life, it came only in adulthood and 
with much perseverance. Mendelssohn, on the other hand, exhibited the same prodigal and 
almost effortless style as Mozart in his childhood but didn't seem to evolve toward a fully 
mature style later in life. It was Mozart whose early years were marked by extraord inary 
achievements like the small stage work Apollo et Hyacinthus , K. 38 in Latin at age 11 , and whose 
adult life yielded mature masterworks like Die Zauberf/ote, K. 620, premiered a matter of 
weeks before his death, and his Requiem, K. 626, which remained unfinished at his death in 
December of 1791. 
This evening's performance of Mozart's Missa brevis in G, K. 49/47d features a mass from the 
composer at age 12. Little is known about the work's premiere other than the date, autumn 
1768, and location, Vienna. The mass is scored for mixed choir, four soloists, strings, continue 
and, optionally, trombones. 
While the piece represents only the second of nearly two dozen mass settings, biographer . 
Alfred Einstein writes in his book Mozart, His Character, His Work that 'as early as the G ma1or 
Mass Mozart had perceived the principal problem in the composition of the Glor ia and th.e 
Credo: the unification of these long movements full of contrast; and especially in the Gloria he 
had provided an astounding example of such unification: not by the external means of emr v-
ing a reiterated violin-figure, but by the relationship of all the melodic motives.' 
Indeed, throughout the work we hear M~zart's ability to present the text in a controlled 
manner that both honors text-setting traditions (notice, for example, the long pause in t~e e 
Credo before 'et incarnatus est de Spiritu Sancto . . . ' where congregants would take the ti:s 
to kneel) and responds to the text's meaning through text-painting (as in the ascending hn 
for 'et ascendit in c.elum' also in the Credo). 
While Mozart's characteristically effervescent style is apparent even in such an early work, the 
uthful mass is not without flaw. At various points throughout, vocal parts have awkward 
ro s uncharacteristic of the more refined vocal parts in Mozart's later works. In terms of text 
ea:Cing, one wonders why Mozart set 'crucifixus etiam pro nobis' as sweetly as he did or why 
~sibilum' is for one, lone voice and 'invisibilium' for full chorus . Further, in each instance 
where Mozart begins a contrapuntal idea, like the cascading lines of 'descend it' or the tiny 
fUgue at the close of the Credo, the counterpoint quickly converts to a simple, homophonic 
teXture and, sometimes, ends quite abruptly in a short cadence. Perhaps Mozart was just 
beginning to explore the contrapuntal techniques more fully realized in later works (one writ-
ten after Mozart learned of Bach's choral music!) . 
Flaws aside, this miraculous work by the 12-year-old Mozart points to the singular talent and 
brilliance of Mozart. 
JN HOWARD JONES, conductor 
-Miguel Felipe 
Ann Howard Jones, Professor of Music and Director of Choral Activities at Boston University, 
conducts the Boston University Symphonic Chorus and Chamber Chorus, administers the 
Master of Music and Doctor of Musical Arts degrees in choral conducting and teaches 
advanced choral conducting. 
After earning Bachelor's and Master's degrees in Voice and a Doctorate in Choral Conducting 
from the University of Iowa, Dr. Jones taught at the Universities of Iowa, Georgia, and Illinois, 
and at Wittenberg and Emory Universities. While a Fulbright Senior Lecturer in Brazil, she 
consulted in the development of a university choral program and taught choral and vocal ped-
agogy. 
, Recognized for her expertise in conducting technique, choral and vocal pedagogy, rehearsal 
procedures and performance practice, Dr. Jones has recently appeared as guest lecturer at the 
American Choral Directors Association Eastern Division Convention in Baltimore, the 
American Guild of Organists Region I Convention in Portland, Maine, the Long Island Choral 
Festival, the Tennessee Arts Academy and on the summer session faculty in the Central 
Connecticut State University's graduate music program. 
In 2005, she was invited to make a presebtation for the National Convention of the American 
Choral Directors in Los Angeles. In 2002, she was invited to make a presentation at the 
national convention of the Music Educators National Conference in Nashville, and she was 
invited to lecture on Rehearsal Techniques at the International Federation of Choral Music 
Symposium in Minneapolis. She has been a guest faculty member at the University of 
Missouri, Miami University, Drake University, San Diego State University, the University of 
~ uri at Kansas City and Michigan State University, North Texas University and the 
rsity of Nebraska. Dr. Jones was invited to conduct the Mormon Tabernacle Choir in a 
broadcast in January of 2003. Also in 2003 she delivered a lecture on Score Preparation for 
the Professional Training Workshop at Carnegie Hall. In 2004 Dr. Jones prepared the chorus 
for Charles Dutoit's performance of Stravinsky, Poulenc and Faure at Carnegie Hall. 
She was invited by Chorus America to lead a workshop for conductors of Child , 
Choruses on the campus of Northwestern University in June of 2004. She is th:en s . . 
the University of Nebraska distinguished guest professorship in 2004. Jn the su recipient of 
she will lecture on choral techniques at Juilliard. mmer of 2005, 
Dr. Jones has completed her tenth season as conductor of the Boston University -r. 
. . 1anglewood Institute Young Artists Choruses. In the summer of 2004 the chorus and orchestra 
Vaughan Williams' Dono Nobis Pacem and joined with the Boston Pops and John W"Jl~erformed 
1 1ams for 
celebration of music from film. The chorus also performed with the BUTJ Wind Ense bl . a 
the US premiere of John Harbison's Abraham. Members of the 2003 chorus performe~ . e in 
Tanglewood Music Center's performance of Ligeti's Scenes from Danse Macabre and th in the 
. . ey~ 
a concert in Ozawa Hall. Members of the 200 I chorus performed 1n the Tanglewood M . 
Center production of Ravel's L'Enfant et /es Sortileges, conducted by Robert Spano. Previ~~1~ 
Young Artists Choruses prepared by Dr. Jones have performed in Tanglewood concerts of 
Bach Cantatas conducted by Craig Smith, Leonard Bernstein's Olympic Hymn conducted by 
John Williams, and Midsummer Nights' Dream of Mendelssohn, conducted by Seiji Ozawa. 
Major works performed by the chorus with the Tanglewood Institute orchestra have incl ... " 
Bernstein Chichester Psalms, Mozart Vespers , K. 339, Bach Cantatas #4 and # 150, Mozart 
Coronation Moss, and Schumann Nachtlied. 
Equally acclaimed as a conductor, her guest conducting appearances have included numerous 
All State and festival choruses. Dr. Jones was invited to conduct the Rober t Shaw Tribute 
Singers, a chorus of singers from Mr. Shaw's select ensembles, in closing concerts before the 
Southern Division of the American Choral Directors Association 2000 Convention, and the 
national American Choral Directors Association 200 I Convention. She conducted the Boston 
University Symphony Orchestra and Symphonic Chorus in the Verdi REQUIEM in Symphony 
Hall in November of 200 I . The Boston GLOBE called the performance "stir r ing" and "mem-
orable". In May of 2002, Dr. Jones was invited to conduct the Buffalo Philharmonic Orchestra 
and Chorus in Brahms Requiem, Naenie, and Schicksalied. She returned there to conduct in 
the spring of 2004. In April of 2003 she conducted the Boston Univer sity forces in the 
Brahms Requiem in Symphony Hall. The Symphonic Chorus and O rchestra performed 
Britten's War Requiem for the 2004 Eastern Division Convention of the Amer ican Choral 
Directors Association . 
In 2003, Dr.Jones was the recipient of Boston Unive~sity's coveted Metcalf Award for 
Excellence in Teaching, an award based on peer evaluation of work in the classroom and stu-
dent letter s of support. The award was presented at the 2003 Commencement exercises. 
Dr. Jones was Assistant Conductor for Choruses with the Atlanta Symphony O rchestra from 
1984-1998 where she was associated with former Music Director Yoel Levi, and the late 
Robert Shaw, Music Director Emeritus and Conductor Laureate. She was the first Conductor 
of the Atlanta Symphony Youth Chorus. She served as Musical Assistant with the Robert Shaw 
Chamber Singers and Festival Singers, whose performances led to recordings of Poulenc, 
Rachmaninoff, Brahms, and Schubert choral music on TELARC and critical acclaim at Car 
Hall. As one of the organizers of the Robert Shaw Institute, she assisted Mr. Shaw in the 
musical preparations for the Institute, which rehearsed, performed and recorded in France 
from 1988-1994. 
'Yi"ANNIS HADJILOIZOU, conductor 
.;...--
Yiannis Hadjiloizou is currently a Doctor of Musical Arts in Orchestral Conducting candi-
date at the School of Music of the College of Fine Arts of Boston University under the guid-
nce of Maestro David Hoose. Born in Nicosia, Cyprus, he received his first piano lessons 
at age 4 by his father Michael, director of the Nicosia Music Society and the first Greek-
~ypriot to compose operas/musical dramas. With him, he extensively stud ied conducting, 
counterpoint, and harmony. and made his first public appearance at age 7. In the fall of 1983 
he was admitted to the Cyprus Academy of Music from where he graduated with distinction 
IO years later receiving a Professional Diploma of Musical Arts in Piano Performance and 
pedagogy and a PDMA in Harmony. 
At age 9, Yiannis was appointed principal clarinet of the Archbishop's Palace Philharmonic, 
while the following year he joined the Nicosia Music Society's Chorus as accompanist and 
tant director. In 1993 he was awarded the prize for 'Best Music Composed for a Play' 
• e Cyprus Ministry of Education and Culture for the score he provided to Dimitrios 
Koromilas'Marou//a's Fortune. A year later he joined the Cyprus Military Philharmonic as 
principal trumpet, pianist, and assistant conductor. He came to the United States to extend 
his musical studies in 1996, pursuing a Bachelor of Music in Piano Performance (American 
Conservatory of Music, Chicago) , a BM in Theory (Roosevelt University, Chicago), a Master 
of Music in Piano Performance (ACM), an MM in combined Orchestral and Choral 
Conducting (ACM), an MM in Musicology (Roosevelt University), and an MM in Orchestral 
Conducting (University of Oklahoma). 
Yiannis founded the Chicago Camerata in 1999, an officially registered organization with the 
State of Illinois, and in 2000 he was granted the 'President and Artistic Director' chair of his 
native Cyprus Academy of Music. He has appeared as conductor or pianist in numerous 
concerts and recitals in countries such as Austria, Belarus, Bulgaria, China, Cyprus, Czech 
Republic, England, Greece, Italy, Jordan, Serbia, Slovakia, and Slovenia, as well as select US 
, cities. He has produced 3 records with NMS (Cyprus), orchestrating and conducting original 
compositions of his father. His mentors also include Greek-Romanian pianist and composer 
,Maestro Nikolaos Astrinides, pianist Michael Ruiz, Musicologist Charles Brauner, and early 
music experts Anne Heider and David Schrader. 
Recent appearances include Ravel 's Pavane pour ine Infante Defunte, Mozart's Cosi fan Tutte, 
Tchaikovsky's Nutcracker, Sondheim's A Little Night Music (Univ. of Okla) , Michael 
Hadjiloizou's 9th of July and Zidros (NMS), and Charles Ives' Symphony No. 3 The Camp 
Meeting (BUCO).Yiannis has also worked with the BU Opera institute for thei r production 
of Benjamin Britten's The Rape of Lucretia. 
MICHAEL MCGAGHIE, conductor 
el McGaghie is a second year Master's degree candidate in Choral Conducting at the 
" on University School of Music. He is a student of Dr. Ann Howard Jones, David Hoose, 
and Craig Smith. 
Mr. McGaghie also serves as Assistant Conductor of the Harvard Glee Club, the select men's 
chorus of Harvard University and oldest college chorus in the nation. 
Under the direction of Dr. Jameson Marvin, he performed with the Glee Club la · 
. . Hm~~ · Los Angeles as part of the 2005 National Convention of the American Choral D · . in 
11 ectors 
Association. He will accompany the Glee Club on tours to the American Midwe t h. . 
s t 1s spring 
and to eastern Europe this summer. Last year Mr. McGaghie served as Assistant Cond 
the Harvard-Radcliffe Collegium Musicum, conducting a concert of motets for Harvard~~tor of 
annual ARTS First festival in May 2004. 
Mr. McGaghie was graduated magna cum /aude from Harvard College in 200 I with a 
Bachelor's degree in chemistry. As an undergraduate, he studied conducting with Dr M . 
· arv1n 
and sang with the Glee Club, the Collegium, and several student-led ensembles. Mr. 
McGaghie maintains an active teaching role in the Harvard Department of Chemistry and 
Chemical Biology, where he is currently head teaching fellow for the first-year general chem-
istry sequence. His teaching has been recognized multiple times by the Committee for 
Undergraduate Education. Next fall he will begin serving as Resident Tutor in Music and 
Chemistry in Eliot House. His family is from the Chicago area. 
JAMES WILSON, conductor 
James Wilson is currently in the second year of the Master of Music degree in Choral 
Conducting at the Boston University School of Music where he studies with Dr. Ann Howard 
Jones, David Hoose and Craig Smith. Originally from Minneapolis, Minnesota, he completed his 
Bachelor of Music degree summa cum /aude in Voice Performance at the Hartt School of 
Music in Hartford, Connecticut under Fritz Moses and Edward Bolkovac. In addition to serv-
ing his first year as director of the Boston University Choral Society, he is also the assistant 
conductor of the Marsh Chapel Choir and manager of the Boston University Symphonic 
Chorus. 
Most recently, Mr. Wilson conducted Haydn's Missa Brevis St. joannis de Deo and Mozart's 
Sancta Maria K.273 with the Boston University Concert Choir. As a baritone soloist, Mr. 
Wilson has performed in J.S. Bach's St.John Passion, Handel's Messiah, Mozart's Coronation Mass , 
Schubert's Mass in G and Faun~'s Requiem. 
TEXTS AND TRANSLATIONS 
Machaut 
puis qu'en oub/i 
Pwis qu'en oubli sui de vous, dous amis, 
Vie amoureuse et joie a Dieu commant. 
Marvi le jour que m'amour en vous mis, 
Puis qu'en oubli sui de vous, dous amis. 
Mais ce tenray que je vous ay promis, 
C'est que jamais n'aray nul autre amant. 
qu'en oubli sui de vous, dous amis, 
moureuse et joie a Dieu commant. 
Landini 
Echo la primavera 
Echo la primavera che 'I cor fa rallegrare, 
Tenp' e d'annamorare, 
E star con lieta cera. 
No' vegiam l'aria e 'I tenpo, 
Che pur chiam' allegrec;:a. 
In questo vago tempo. 
Ogni cosa a vaghec;:a. 
L'erb'e con gran freschec;:a, 
' E fiori conprono prati, 
E gli alberi adornati, 
Sono in simil manera. 
Ravel 
Trois beaux oiseaux du Paradis from 
Trois Chansons 
Trois beaux oiseaux du Paradis, 
(Mon ami z-il est a la guerre) 
Trois beaux oiseaux du Paradis 
passe par ici. 
Le premier etait plus bleu que ciel, 
(Mon ami z-il est a la guerre) 
Le second etait couleur de neige, 
Le troisieme rouge vermeil. 
Since I am forgotten by you, sweet friend, 
I say farewell to joy and to a life of love. 
Ill-fated was the day I placed my love in you, 
Since I am forgotten by you, sweet friend . 
But I will maintain my promise to you, 
That is to never have another lover. 
Since I am forgotten by you, sweet friend, 
I say farewell to joy and to a life of love. 
Here is the springtime which brings joy to hearts, 
It is the time for falling in love, 
and happy faces. 
We see how even the air 
and the weather summon joy. 
At this sweet time, 
everything is beautiful. 
The grass is green, 
and flowers bedeck the fields, 
and the trees are decorated, 
in like manner. 
Three lovely birds of Paradise, 
(my love has gone to war) 
three lovely birds of Paradise 
have passed by here. 
The first was bluer than the sky, 
(my love has gone to war) 
the second was the color of snow, 
the third, vermilion red . 
"Beaux oiselets du Paradis, 
(Mon ami z-il est a la guerre) 
Beaux oiselets du Paradis, 
Qu'apportez par ici?" 
"J'apporte un regard couleur d'azur. 
(Ton ami z-il est a la guerre)" 
"Et moi, sur beau front couleur de neige, 
Un baiser dois mettre, encor plus pur." 
"Oiseau vermeil du Paradis, 
(Mon ami z-il est a la guerre) 
Oiseau ver meil du Paradis, 
que portez-vous ainsi1" 
"Un joli coeur tout cramoisi , 
(Ton ami z-il est a la guerre)" 
"Ah! je sens mon coeur qui froidit . .. 
Emportez-le aussi." 
Lass us 
Matona mia cara 
Matona mia cara, mi follere canzon 
Cantar sotto finestra, lantze buon 
compagnon 
Don don don, diri diri don don don 
Ti prego m'ascoltare, che me cantar de bon 
E mi ti feller bene come greco e capon 
Don don don, diri diri don don don 
·com'andar a le cazze, cazzar con le falcon 
Mi ti portar becazze, grasse come rognon 
Don don don, diri diri don don don 
Se mi non saper dire tante belle rason 
Petrarcha mi non saper, ne fonte 
d'Helicon 
Don don don, diri diri don don don. 
Se ti mi feller bene, mi non esser poltron 
Mi ficcar tutta notte urtar come monton 
Don don don, diri diri don don don. 
"Lovely little birds of Paradise 
(my love has gone to war) ' 
lovely little birds of Paradise, 
what do you bring here1" 
"I bring a glance the color of azure. 
(your love has gone to war)" 
"And I, on your sweet snow-colored b row, 
must leave a kiss, purer still." 
"Bright red bird of Paradise, 
(my love has gone to war) 
bright red bird of Paradise, 
what do you bring?" 
"A fair heart, all crimson red, 
(your love has gone to war)" 
"Ah! I feel my hear t grow cold .. . 
Take it with you also." 
Matona my dear, me make song 
I sing below your window, lancer and good 
companion. 
Please listen to me, for I sing good 
and I love you greatly, like Greeks and chicken. 
When I go hunting, hunting with a falcon 
I'll br ing you woodcocks, fat as kidneys. 
Though I do not know many elegant phrases: 
I know nothing of Petrarch, nor the font of 
Helicon, 
If you'll have me, I won't be a boor --
I'll pleasure you all night, thrusting like a ra i)) 
Vaughan Williams . 
Just as the tide was flowing 
One morning in the month of May down by some rolling river 
A ·olly maiden I did stray when I beheld my lover Sh~ carelessly along did stray, a-picking of the daisies gay 
And sweetly sang her roundelay just as the t ide was flowing. 
O! her dress it was so white as milk and jewels did adorn her 
Her shoes were made of the crimson silk just like some lady of honour 
Her cheeks were red, her eyes were brown, her hair in ringlets hanging down 
She'd a lovely brow without a frown just as the tide was flowing. 
I made a bow and said "Fair maid, how came you here so early? 
My heart for you it is betray'd for I do love you dearly 
a sailor come from sea, if you will accept of my company 
watch and view the fishes play." just as the tide the tide was flowing 
No more we said , but on our way we gang'd along together; 
The small birds sang and the lambs did play and pleasant was the weather 
When we were weary we did sit down, beneath a tree with branches round; 
For my true love at last I'd found just as the tide was flowing. 
Stanford 
QuiclcJ we have but a second 
Quick! we have but a second, fill round the cup while you may: 
For Time, the churl, hath beckon'd, and we must away, away! 
Grasp the pleasure that's flying, for oh! Not Orpheus' strain 
Could keep sweet hours from dying or charm them to life again. 
Then quick! we have but a second, fill round the cup while you may: 
For Time, the churl, hath beckon'd, and we must away, away! 
See the glass how it flushes like some young Hebe's lip 
And half meets thine, and blushes that thou should delay to sip. · 
Shame, oh shame unto thee if e'er thou see that day 
When a cup or lip shall woo thee and turn untouch'd away. 
Then quick! we have but a second, fill round the cup while you may: 
For Time, the churl, hath beckon'd, and we must away, away! 
....... ______________________________ _ 
Schutz 
Kleine Geistlische Konzerte, Part I 
Part I - I Psalm 70 
Eile, Mich, Gott, zu erretten 
Herr mir zu helfen. 
Es mussen sich schamen und zu Schanden 
werden, 
Die nach meiner Seelen stehen, 
Sie mussen zuruckekehren 
Und gehohnet werden, 
Die mir Libels wunschen, 
Dass sie mussen wiederum 
zu Schanden werden, 
die da uber mich schreien: Da; 
Freuen und frohlich mussen sein in dir, 
die nach dir fragen und dein Heil lieben, 
immer sagen: Hoch gelobt, sei Gott. 
lch aber bin elend und arm; 
Gott, eile zu mir, 
Denn du bist mein Helfer und Erretter, 
mein Gott, verzeuch nicht. 
Part I -VIII Psalm 4: I and 5:3 
Erhore mich, wenn ich rufe 
Gott meiner Gerechtigkeit, 
Der du mich trostest in Angst, 
Sei mir gnadig, 
und erhore mein Gebet. 
Vernimm mein Schreien, 
mein Konig und mein Gott. 
Part II - IX Psalm I : I -3 
Wohl dem, der nicht wandelt 
Im Rath der Gottlosen, 
Noch tritt auf den Weg der Sundern, 
Noch sitzet da die Spotter sitzen, 
Sondern hat Lust zum 
Gesetze des Herrn, 
Und redet von seinem Geseue 
Tag und Nacht. 
Der ist wie ein Baumgeflanzet 
An den Wasserbachen, 
Der seine Frucht bringet zu seiner Zeit, 
Make haste, 0 God, to deliver me 
Help me my Lord. 
< 
May those who seek my soul be put to shame 
and confusion; 
May all who desire my ruin be turned back in 
disgrace. 
May those who say to me: Aha! 
Turn back because of their shame. 
But may all who seek you rejoice 
and be glad in you; 
May those who love your salvation always say: 
Let God be exalted. 
Yet I am poor and needy; 
God, come quickly to me, 
You are my help and my deliverer; 
0 Lord, do not delay. 
Hear me when I call, 0 God, 
God my righteousness, 
my comfort in distress, 
Have mercy upon me, 
and hear my prayer. 
Listen to my cry for help, 
my king and my God. 
Blessed is the man that walketh not in 
the counsel of the ungodly, 
Or stand in the way of sinners, 
Or sit in the seat of mockers, 
But his delight is in the 
Law of the Lord, 
And on his law he meditates 
Day and night. 
He is like a tree planted 
by streams of water, 
Which yields its fruit in season 
d ·nde Blatter verwelken nicht, Un se• .. 









ctus, Sanctus, Sanctus, 
ominus Deus Sabaoth. 
Pleni sunt coeli et terra 
Gloria tua. 
Hosanna in excelsis. 
Benedictus 
Benedictus 
Qui venit in nomine Domine. 
Hosanna in excelsis. 
Agnus Dei 
Agnus Dei, 
Qui tollis peccata mundi: 
Miserere Mei. 
Agnus Dei, 
Qui tollis peccata mundi: 
Miserere Mei. 
Agnus Dei, 
Qui tollis peccata mundi: 
Dona nobis pacem. 
Brahms 
Weg der Liebe, l.Teil, Op. 20/1 
.. er die Berge, 
Uber die Wellen 
Unter den Grab~rn 
~nter den Quellen.' 
Uber Fluten und See'n, 
In der Abgrl.inde Steg, 
And whose leaf does not wither, 
Whatever he does prospers, 
Alleluia. 
Kyrie 
Lord have mercy 
Christ have mercy 
Lord have mercy 
Sanctus 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full 
Of thy glory. 
Hosanna in the highest. 
Benedictus 
Blessed are they 
Who come in the name of the Lord. 
Hosanna in the highest 
Agnus Dei 
Lamb of God, 
Who takest away the sins of the world, 
Have mercy upon us. 
Lamb of God, 
Who takest away the sins of the world, 
Have mercy upon us. 
Lamb of God, 
Who takest away the sins of the world, 
Grant us peace. 
Over the mountains, 
Over the waves, 
Under tombstones, 
Under springs, 
Over floods and seas, 
On a path through the abyss, 
..... ____________________________ ___ 
Ober Felsen, iiber Hohen, 
Find't Liebe den Weg. 
In Ritzen in Falten, 
Wo der Feu'rwurm nicht liegt, 
In Hohlen, in Spalten, 
Wo die Fliege nicht kriecht, 
Wo Miicken nicht fliegen 
Und schliipfen hinweg, 
Kommt Liebe, sie wird siegen 
Und finden den Weg! 
Sprecht,Amor sei nimmer 
Zu Fiirchten, das Kind! 
Lacht iiber ihn immer, 
Als Fliichtling, als blind, 
Und schlieBt ihn durch Riegel 
Yorn Tag'licht hinweg: 
Durch Schlosser und Siegel 
Find't Liebe den Weg. 
Wenn Phonix und Adler 
Sich unter euch beugt, 
Wenn Drache, wenn Tiger 
Gefallig sich neigt, 
Die Lowin laBt kriegen 
Den Raub sich hinweg, 
Kommt Liebe, sie wird siegen 
Und finden den Weg. 
Weg der Liebe, II. Teil, Op. 20/2 
Den gordischen Knoten, 
Den Liebe sich band, 
Kann brechen, kann losen 
lhn sterbliche Hand? 
Was miih't ihr, was sinnet 
lhr listigen Zweck? 
Durch was ihr beginnet, 
Find 't Liebe den Weg. 
Und war' Er verriegelt, 
Und war Er verkannt, 
Sein Name versiegelt 
Und nimmer genannt, 
Mitleidige Winde, 
lhr schliipfet zu mir 
Und Brachtet mir Zeitung 
Und brachtet ihn mir. 
Over rocks, over heights, 
Love will find the way. 
In crevices, in crannies, 
Where the glowworm cannot lie, 
In cavities, in cracks, 
Where a fly cannot crawl, 
Where gnats cannot fly 
And expect to escape -
Love will come, it will triumph 
And discover the way! 
Declare, Cupid is never 
To be feared, the child! 
You may deride him constantly, 
as a fugitive, as blind, 
And lock him away 
From daylight behind bars: 
Through locks and seals, 
Love will find the way. 
Though phoenix and eagle 
may bend to your will, 
though dragon, though tiger 
may bow down obligingly, 
the lioness may allow you 
to carry away her prey, 
Love will come, it will triumph 
And discover the way! 
Love's Pathway, part II 
The Gord ian knot, 
That Love has tied,_ 
Can mortal hand break, 
Can loosen? 
Why trouble yourself, why ponder 
Crafty strategy? 
Through whatever you undertake, 
Love will find the way. 
And if he were imprisoned, 
And if he were unrecognized, 
His name concealed 
And never mentioned, 
Sympathetic winds, 
You would blow to me 
And bring me tidings 
And bring him to me. 
War'st fern i.iber Bergen, 
War'st fern i.iber'm Meer: 
lch wandert'durch Berge, 
lch schwamme dur~~·s Meer; 
War'st, Liebchen, e1n Schwalbe 
Und schli.ipfest am Bach, 
lch. Liebchen, war' Schwalbe 
Und schli.ipfte dir nach. 
Die Meere, Op. 20/3 
Alie Winde schlafen auf dem Spiegel 
der Flut; 
Kuhle Schatten des Abends decken die 
Mi.iden zu. 
a hangt sich Schleier i.iber ihr Gesicht, 
webt in damernden Traumen i.iber 
Die Wasser hin. 
Alles, alles stille auf dem weiten 
Meer! 
Nur mein Herz will nimmer mit zur 
Ruhe geh'n. 
In der Liebe Fluten treibt es her und 
Hin, 
Wo die Sti.irme nicht ruhen, bis der 
Nachen sinkt. 
Mozart 






Et in terra pax 
hominibus bonae voluntatis. 
Laudamus te, benedicimus te, 
adoramus te, glorificamus te. 
atias agimus tibi 
pter magnam gloriam tuam. 
Domine Deus, rex coelestis D , 
eus pater omnipotens, 
Domine fili unigenite, Jesu Chr iste. 
If you were far away over mountains, 
If you were far away across the sea: 
I would walk across mountains, 
I would swim across the sea; 
Beloved, if you were a swallow 
Gliding at the brook, 
I'd be a swallow too, darling, 
And glide after you. 
The seas 
All the winds are asleep on the tide's 
mirror; 
The cool shadows of evening cover the 
weary. 
Luna hangs veils over her face, 
Hovers over the water in glimmering 
dreams. 
Everything, everything is quiet on 
the broad sea! 
Only my heart refuses to join in the 
stillness. 
It is tossed to and from on torrents of 
love, 
Where the storms will not abate until 
the skiff sinks. 
Lord have mercy 
Christ have mercy 
Lord have mercy 
And on earth peace 
to all those of goodwill. 
We praise thee, we bless thee, 
we worship thee, we glorify thee. 
Thanks we give to thee 
because of thy great glory. 
Lord God, Heavenly King, 
God Father almighty. 
Lord Jesus Christ, the only begotten Son, 
111111m1 .. -.. __________________________ __ 
Domine Deus, agnus Dei, 
filius patris. 
Qui tollis peccata mundi, 
miserere nobis. 
Qui tollis peccata mundi, 
suscipe deprecationem nostram. 
Qui sedes ad dexteram patris, 
miserere nobis. 
Quoniam tu solus sanctus, 
tu solus Dominus, 
tu solus altissimus, Jesu Christe. 
Cum sancto Spiritu, 
in gloria Dei patris. Amen. 
Credo 
Patrem omnipotentem, 
factorem coeli et terrae, 
visibilium omnium, et invisibilium. 
Et in unum Dominum Jesum Christum, 
filium Dei unigenitum. 
Et ex patre natum ante omni saecula. 
Deum de Deo, lumen de lumine, 
Deum verum de Deo vero, 
genitum, non factum, 
consubstantialem patri: 
per quern omnia facta sunt. 
Qui propter nos homines, 
et propter nostram salutem 
descendit de caelis. 
Et incarnatus est de Spiritu Sancto 
ex Maria virgine: et homo factus est. 
Crucifixus etiam pro nobis sub Poncio Pilato 
passus et sepultus est. 
Et resurrexit tertia die, 
secundum scripturas. 
Et ascendit in coelum: 
sedet ad dexteram patris. 
Et iterum venturus est cum gloria, 
judicare vivos et mortuos: 
cujus regni non erit finis. 
Et in Spiritum Sanctum, 
Dominum, et vivificantem: 
qui ex patre filioque procedit, 
qui cum patre et filio 
simul adoratur, et conglorificatur, 
qui locutus est per prophetas. 
Lord God, Lamb of God, 
Son of the Father. 
Thou who takest away the sins of the world 
have mercy upon us. ' 
Thou who takest away the sins of the world, 
receive our prayer. 
Thou who sittest at the right hand of the 
Father, have mercy upon us. 
For Thou alone art holy, 
Thou alone art the Lord., 
Thou alone art the most high, Jesus Christ. 
With the Holy Spirit, 
in the glory of God the Father. Amen. 
Father Almighty, 
maker of heaven and earth, 
and of all things visible and invisible. 
And I believe in one Lord.Jesus Christ, 
the only begotten Son of God, 
born of the Father before all ages. 
God from God, Light from Light, 
True God from true God. 
Begotten, not made, 
of one substance with the Father 
by whom all things were made. 
Who for us 
and for our salvation 
came down from heaven. 
And was made incarnate by the Holy Spirit 
of the Virgin Mary: and was made man. 
Crucified also for us under Pontius Pilate, 
he suffered, and was buried. 
And on 'the third day he rose again, 
according to the Scriptures. 
He ascended into heaven and 
he sits at the right hand of the Father. 
He shall come again in glory 
_to judge the living and the dead: 
and of his kingdom there will be no end. 
And I believe in the Holy Spirit, 
the Lord and Giver of life, 
who proceeds from the Father and the Son, 
who together with the Father and the Son 
is adored and glorified, 
who spoke to us through the prophets. 
c 
Et unam sanctam, cat~olicam, 
. apostolicam eccles1am. 
et b . 
confite0r unum apt1sma 
In remissionem pecc~torum. 
Et e><pecto resurrect1onem mortuorum. 
Et vitam venturi saeculi. Amen. 
sanctus 
Sanctus, sanctus, sanctus, 
oominus Deus Sabaoth. 
Pleni sunt coeli et terra 
gloria tua. 
Hosanna in excelsis. 
edictus 
Benedictus qui venit 
In nomine Domini. 
Hosanna in excelsis. 
Agnus Dei 
Agnus Dei, 
qui tollis peccata mundi: 
mlserere nobis. 
Agnus Dei, 
qui tollis peccata mundi: 
dona nobis pacem. 
And I believe in one holy, catholic, 
·and apostolic Church. 
I confess one baptism for the remission of 
sins. 
I await the resurrection of the dead. 
And the life of the world to come. Amen. 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full 
of thy glory. 
Hosanna in the highest. 
Blessed is He who comes 
in the name of the Lord. 
Hosanna in the highest. 
Lamb of God, 
who takest away the sins of the world: 
have mercy upon us. 
Lamb of God, 
who takest away the sins of the world: 
grant us peace. 
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